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Lukas Emory
CDE504: Design Pioneers
Professor Kate Clair
Morag Myerscough, Design Pioneer
Through the brisk November bohemian family room, a record player sang out, “Hold your
head up, you silly girl,”—The Beatles’ White Album, side two, track one: “Martha My Dear.” The
Myerscough family gathered ‘round the fire across the hall to celebrate the patriarch Henry’s
exquisite viola performance on the track. His wife, Betty Fraser Myerscough, and their three
daughters—Seona, Morag, and Ishbel—were busily needling their embroidery and textile work.
Music in one room, making in the other (Design Boom, 2013). The
room’s furniture and walls were decorated with Betty’s colorful and
innovative textile creations: dozens of leaning skyscrapers quilted
together like a falling Jenga tower, a neon interpretation of the three
graces dancing through typography (Figure 1), and a color-block
depiction of the hustle and bustle of a crowded walkway (Fraser
Myerscough, n.d.). Betty had enrolled her daughters in the Young

Figure 1. "The Three Graces" textile
art by Betty Fraser Myerscough.

Embroiderers, a subdivision of the Embroidery Society dedicated to teaching the arts of
needlepoint and embroidery to young learners (Cowan, 2019). The middle child, Morag, found
the process especially freeing. Under the care of her classical musician father, whose brother and
own father were also musicians, Morag knew one thing: she did not want to be a musician
(Cowan, 2019). But she enjoyed taking after her mother’s careful needling and the feeling of
creating something beautiful that’s also tangible, unlike her father’s music (Design Council,
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2011). As the three sisters progressed through their schooling, it became clear to all in her life
that Morag would go on to become a pioneering force in the world of art and design. When she
attended Highbury Hill High School, Morag excelled in art and even designed the school’s
badge–a piece of work sadly lost in time (Walters, 2011). Her professors and mentors in college
at Central Saint Martins also noticed Morag’s unique gift for solving problems through art and
gently but not-so-subtly guided her into completing a degree in graphic design (Design Council,
2011). Although she felt like an outcast at Central Saint Martins, it was the Head of Year and
senior educator, Geoff, who saw Morag’s potential and encouraged her not to restrict herself,
that anything would be possible if she put her mind to it (Cowan, 2019). She took this guidance
with her when she spent the next two years at The Royal College of Art. Even while surrounded

Figure 2. A scan from Morag's final manifesto for the art direction of Turn of the Screw's stage design, 1988. This selection
depicts scene 7 of the libretto featuring a statue garden set in front of a hauntingly serene lake.

by traditional graphic designers and fine artists, Morag heeded Geoff’s advice and pushed the
limits of what was expected of her. Her years of schooling culminated in a final project unlike

3
anything her classmates were doing: a full redesign of the art direction, stage design, and libretto
of Benjamin Britton’s opera Turn of the Screw (Figure 2). “I didn’t want to [just] design the
program cover. I wanted to understand the subjects I worked on and also interpret them,” said
Morag of her decision to lean into architectural design rather than visual communication (Design
Council, 2011), (Walters, 2011). Although this use of architecture and space was the work
Morag was most interested in pursuing, her peers and mentors (except for Geoff) continued to
encourage her to pursue a more “conventional” design career after graduation (Edgar, n.d.).
As she entered the corporate world, Morag was ushered into a prestigious (albeit brief)
series of traditional design roles. She began at Lamb & Shirley in Marylebone where she worked
as a designer by day while freelancing at night. This freelance work allowed her to take on more
diverse types of work outside of the 2D design world such as furniture remodeling and
installation pieces (STY, 2012). After less than a year at Lamb & Shirley, Morag accepted the
role of Head Graphic Designer at Michele De Lucchi’s studio in Milan. However, her stint in
Milan proved to be just as insignificant as Lamb & Shirley so she returned to London early the
following year; despite being employed at a female owned and operated studio, Myerscough
recognized the lack of opportunities for women in the Italian art and design world (Smith, 2019).
Upon her return to London in 1991, Morag reconnected with former classmate Jane Chipchase
and the duo founded their first studio: Myerscough Chipchase. Through this partnership, Morag
found herself revisiting her love of spacial works by collaborating with equally green architect
studio Allford Hall Monaghan Morris (AHMM). AHMM designed and installed exhibits for the
Royal Institute of British Architects (RIBA) and tasked Myerscough Chipchase with promotional
design work. They created wayfinding systems and posters to both promote and add to the
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experience of the five exhibits between 1991 and 1993:
“Rising Suns, (Figure 3)” “Under 50K (Figure 4),”
“Designing for Doctors,” “Continental Drift,” and “The
Unseen Hand” (Myerscough, 2021b). Unfortunately,
all good things must come to an end. Myerscough
Chipchase closed its doors in 1993 due to creative
differences—Myerscough wanted to spend their profit
on new computers, Chipchase wanted to remodel her
bathroom (Smith, 2019). Though this studio did have a
silver lining for young Morag: a professional
Figure 3. Myerscough Chipchase's 1992 poster for
RIBA's "Rising Suns" exhibit featuring work by
architects in Japan. The poster is Myerscough
Chipchase’s interpretation of the rising sun from the
national flag of Japan.

relationship with AHMM that would go on to last
decades.
The closure of her first self-founded studio did not
deter Morag. She knew there was no going back to the
“conventional” design world and instead founded her
first solo studio, Studio Myerscough, in 1993—the
studio that she still owns and operates to this day
(Edgar, n.d.). This full autonomy gave Morag the

Figure 4. Myerscough Chipcase's poster for Under
50K, an exhibit featuring architectural projects with
a contract value less than fifty thousand pounds.

freedom to turn what was once a freelance career into a
fulltime occupation. The 4,000 square foot studio in

East London has employed dozens of junior designers and studio assistants between 1993 and
present, typically two at a time plus any freelancers hired for special, large-scale projects. The
self-government of having her own studio also allowed Myerscough to let her approach take

5
priority in all the work she gets hired to do. Without the pressure to collaborate with a partner,
Morag’s love of “punches of colour and bucket loads of energy” dominate her work (Something
Good Bristol, 2014). Akin to the work done for RIBA, Morag’s early style consisted of overlaid
shapes and colors that made 2D spaces feel as if they had movement. She often notes the 1960s
as having the strongest influence on her style (Wilhelmina, 2015). The energy, free expression
and anti-formalism of that decade have driven Morag to create spaces where audiences gain
“new views” and can “experience color in a concrete environment” (Bizcommunity, 2018). Early
examples of this trademark approach can be traced back to Myerscough’s first solo
collaborations with AHMM. In 1993, she and the architects entered Design Week magazine’s
competition to design a construction site’s hoarding–a temporary billboarded fence surrounding
a build site. Their “FAMILIARITY” hoarding won the competition and passersby were suddenly
faced with a three-dimensional, zig-zag billboard that plainly read “FAMILIARITY” in large
block letters from one perspective but colorful, lively photography of pets, food, and household
items from the other perspective (Figure 5). The hoarding challenged the idea of complacency.

Figure 5. Both perspectives of the FAMILIARY hoarding designed and produced by Studio Myerscough and AHMM, 1993. The
hoarding features vibrant photography of everyday objects such as a puh, a vacuum, and ear of corn, and a cassette tape.

Even everyday items such as a vacuum and an ear of corn have unique, vibrant personalities if
you actively change the way you look at them both physically and figuratively (Myerscough,
2021b). Creating animated spaces has catapulted Studio Myerscough into the London spotlight
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as a go-to creative team when a public area or institution needs a break from the gray monotony
of traditional architecture. Case in point: a pavilion for the 2004 Venice Biennale—an
international art exhibition in Venice, Italy. However, Morag wasn’t tasked with creating work
for the exhibition. Instead, architect Peter Cook asked Morag to dress up the exhibition space
itself (Figure 6). Myerscough transformed the building and wrapped it with “a new frock and
some bright new jewelry” according to Cook himself. This international honor shined an even
brighter spotlight on Studio Myerscough, one that the Barbican Arts Centre back in London took
note of. Even though the establishment hosts a diverse portfolio of performing arts and
contemporary music concerts, the building itself lacked a wow factor. In 2006, Morag
Myerscough turned a shell of a building into a piece of art itself. Beige concrete walls suddenly
became the canvas for a color-coded wayfinding system. What makes this project so meaningful

Figure 6. Peter Cook sitting outside the British Pavilion - gallery space for Venice Biennale decorated by Morag Myerscough, 2004.
The chairs feature the names of seven architects featured in the exhibit: Ian Ritchie, Kathryn Findlay, Ron Arad, Caruso St. John, CJ
Lim, Richard Murphy, John Pawson, and Peter Cook (seated in his designated chair).
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is that Myerscough did not try to replace the
plaster walls or pretend they were never there.
Instead, she integrated them into her work by
placing painted wood resurfacing on the walls and
letting the negative space serve as a message being
told by the historic building’s original structure
(Figure 7) (Myerscough, 2021b). The success of
Morag’s 2006 work with for the Barbican Arts
Centre kept this client in her back pocket. They
commissioned Studio Myerscough again over a
Figure 7. A color-coded structural wayfinding system for
the Barbican Arts Centre, 2006.. Wooden surfaces were
installed atop the existing cinderblock walls to create
hall names (ex. “G”) in the negative space.

decade later in 2017 to re-energize the concrete
walls surrounding the centre’s façade. One Twitter

user noted, “Lively but unexplained murals suddenly livening up a drab walk,” (Slobada, 2017).
The Barbican Arts Centre responded to
confirm that the mural work (Figure 8)
was indeed that of Studio Myerscough.
In 2008, two years after her first
commission by the Barbican Arts
Center, Morag’s signature works
caught the attention of the Kentish
Town Health Centre also in London.
General practitioner offices are not
usually known for feeling vibrant,

Figure 8. Murals painted by Studio Myerscough on the concrete walls
surrounding The Barbican Arts Centre, 2017. The gray-brown cement walls
were given pops of color and more dimension through large-scale,
perspective-bending paint jobs by Studio Myerscough.
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comforting, and enthusiastic.
On the contrary, hospital and
clinic corridors tend to feel just
as sterile as the medical
equipment inside. To add life
back into the institution,
AHMM rebuilt the space and
capitalized on natural lighting
and large hallways to maximize
brightness. Once the building
was erected, it became Morag’s
playground for painted
pictograms and shapes (Figure
Figure 9. Refurbished corridors of the Kentish Town Health Centre, 2008.

9). The ironically lifeless health

center’s halls were transformed into fantastical wonderlands where parents, children,
grandparents, and caregivers could pass the time dissecting the overlapping pictograms and
shapes to construct their own fantasies and ease the anxiety of seeking health care treatments
(Allford Hall Monaghan Morris, 2009) (Myerscough, 2021b).
This era was a transitional period for Morag’s fluid, organic style, though. Between 2007
and 2008, the sun set on the abstract, curvy figures seen in Studio Myerscough work for the
Venice Biennale and the Kentish Town Centre. Morag began to embrace a more geometric and
grid-like style for her color blocking and murals. This new style emphasized the masterful
architectural work of longtime collaborator AHMM and also served as a natural contrast to the
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typography Morag began more heavily blending into her large-scale works. In 2007, Studio
Myerscough was tapped to design the interior of her first educational client in collaboration with
AHMM, the Westminster Academy in London’s Harrow Road (Walters, 2011). The school’s
brief was a huge ask: add a narrative to the building that emphasized the academy’s ambitions;
ensure the students feel empowered to become whatever they want to be. Morag’s team chose an
assembly of shades and tints of green for the interior’s typography and structural installations.
The color green is often associated with optimism and motivation due to the color of money and
traffic lights permitting someone to move forward (Cherry, 2021). Morag hand-painted the walls
with the names of aspirational
subjects and floor levels for
wayfinding: “Communication
1,” “Global Citizenship 2,” and
“Enterprise 3” (Figure 10). The
skylight was also draped with
glazed terracotta tiles in the
multiple shades and tints of
green that would change their
tone even more as the sun
traveled over the sky

Figure 10. The main atrium of the Westminster Academy, 2007. Shades and tints of
green were to used to inspire greatness within the passing students. The large,
heavy lettering also serves as a wayfinding system and directs students to the
classrooms of each school subject.

throughout the day. The finished pieces ended up being described as “supergraphics” that “stand
the test of time” (Walters, 2011), (Myerscough, 2021b). The Westminster Academy was the first
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of nine schools that Studio Myerscough would reenvision in collaboration with AHMM. In fact, this series
of schools is bookended with Morag’s latest and most
critically acclaimed work to date: The Burntwood School.
In 2014, Studio Myerscough and AHMM were
commissioned to not only redesign the interior of a school
building but to completely reconstruct five entire
buildings. Each of the buildings were assigned a color and
named as such: The Green Building (Figure 11), Yellow
Building, Red Building, Orange Building, and Blue
Figure 11. Floorplans for the Green Building of
Burntwood School, 2014.

Building (Castro, 2013). This choice was made as part of

the wayfinding system for the student body which grew from 1,800 to 2,000+ thanks to the new
use of space (Allford Hall Monaghan Morris, 2014). With the color-code in place, Studio
Myerscough hand
painted hundreds of
triangles (Figure
12) that could be
perfectly puzzled
together to serve as
both markers and
wayfinding systems
for the five
Figure 12. The tonal spectrum of terracotta triangles hand painted by
Studio Myerscough for Burntwood School, 2014.
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Figure 13. Exterior shots of color-coded Burntwood School curriculum buildings designed by Studio Myerscough and AHMM.
Each building was assigned a color as its name (i.e. The Blue Building). The buildings are a majority white with bursts of tricolor
terracotta tiles that serve as a wayfinding system for students moving from class to class.

buildings. The triangles work in conjunction with the floorplans and architecture of the new
buildings to provide a “strong accent to compliment [the] simple palette of materials” (Mara,
2015). This spectacular reimagination of a historic institution resulted in Studio Myerscough and
AHMM winning the 2015 RIBA Stirling Prize, the most rigorously judged prize for architectural
excellence in the UK (RIBA Stirling Prize, n.d.). Later that same year, Morag’s accomplishments
landed her a spot in the architectural category of Debrett’s 500 Most Influential People in Britain
(Fulleylove, 2016).
Following the success of Burntwood School, the honors and accolades kept rolling in. In
2016, the Design Museum chose Studio Myerscough for something they’d never asked of any
other studio or artist in their 27+ year history: a permanent exhibition design. On November 24,
2016, the Design Museum debuted Designer Maker User, a permanent exhibition that celebrates
the experience of a piece of work through its three life stages: the design, the creation, and the
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integration into the world (Maidment, 2016).
The hundreds of pieces of work that make up
the exhibit come from many pockets of the art
world including architecture, engineering,
fashion, and digital graphics. Morag, however,
was not responsible for creating any of the
products on display. Rather, Studio
Myerscough took on the task of designing the
exhibition space and the experience that the
Figure 14. Wall signs used to label the three portions of the
Design Museum’s permanent exhibit Designer Maker User in
London, 2016.

space creates for the guests. Morag’s work
serves as a backdrop and wayfinding system

(Figure 14) that connects the pieces of art throughout the entire exhibit (The Design Museum,
n.d.). To break the standard exhibition system of sectioned-off rooms and wings, Morag’s
architecture “layers” the sections “so that visitors can see through into other spaces and exhibits
wherever they stand” (Figure 15). This design choice was made in response to the theme of the

Figure 15. Initial floorplans for a portion of the Designer Maker User exhibition. A noticeable hole in the floor allows visitors to
see into other portions of the exhibit while in another. The entire venue was built from the ground up over the course of five
years. Studio Myerscough paid special attention to the way guests will move through the space diagonally and fluidly rather
than section-by-section. The experience is meant to mimic the overlapping relationship between designers, makers, and users.
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exhibit: designers are influenced by users who are influenced by makers who are under the
instruction of designers and so on. The concept of creation is not sectioned, but rather layered the
same way Morag chose to layer the exhibition spaces (Myerscough, 2021a).
Morag’s interpretation of the Designer Maker User exhibition is the epitome of her
approach: forming a sense of togetherness. At first, hyper-saturated and larger than life blocks of
color in common areas may seem like disruptors, a challenge to the status quo. But Morag
Myerscough unexpectedly wants the
opposite of disruption; she wants
harmony. In nearly every interview,
Myerscough pinpoints a goal of creating
spaces that unite communities and
strangers. Her modern portfolio of work is
Figure 16. A footbridge connecting sections of the Temple of Agape,
2014. It is painted with a geometric, neon pattern to turn something
functional into a piece of art itself.

full of interactive structures that create
bright, welcoming physical spaces
through use of vibrant colors and
emotionally-charged messages. 2014’s
The Temple of Agape–a Greek word
meaning “unconditional love”–may be the
most powerful product of this approach
(Figure 17). In collaboration with frequent

Figure 17. The front, wide view of the messages decorating the
Temple of Agape, 2014. From a distance, messages about love can be
read such as “I have also decided to stick with love.”

partner Luke Morgan, The Temple of
Agape is “a celebration of the love of

humanity” (Temple of Agape, 2014). Built for the Festival of Love in London’s Southbank, the
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Temple was designed and built to create an open and interactive symbol of love and devotion
(Figure 16). It expressed Morag’s thoughts of love but in a scrambled and puzzle-like way.
When viewing the Temple in full, messages start to come together: “Know that love is ultimately
the only answer to mankind’s problems” (Griffiths, 2014).
More recently, Morag went international and produced the Make Happy pavilion (Figure
18) in Hong Kong in 2020. This project truly exemplifies Myerscough’s signature approach of
creating a sense of joy and belonging for all. Make Happy was installed in a business district of
Hong Kong during a time of political unrest. It is meant as a neutral space where citizens can feel
welcomed and united. It’s moniker is pulled from a Chinese proverb, “Make happy those who

Figure 18. The Make Happy pavilion in Hong Kong, 2020. The brightly-colored pop-up space creates an optimistic escape in the
heart of a corporate district riddled with turmoil.
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are near, and those who are far will come.” Morag’s interpretation here is that “those who are
near” can refer to friends, family, and community members. “That feeling makes it a better
place” (Mehta, 2020).
Studio Myerscough’s most recent project is itself a love letter addressed to the COVID19 frontline workers (Cowan, 2020). In collaboration with the community group In Good
Company, Studio Myerscough created a text-driven graphic titled Our Super Heroes (Figure 19)
as part of a thank you message to the brave health care, sanitation, and social workers across the

Figure 19. Our Super Heroes graphic thank you message to COVID-19 frontline workers, 2020. The message was displayed
across various billboards and storefronts in Finsbury Park, London. Even though this is a 2D piece, vibrant box shadows were
painted and overlapped behind yellow lettering to form a seemingly 3D billboard.

world who risked their own health to keep the world turning for the rest of us. The graphic was
converted into billboards and hoardings across Finsbury Park, London with a pop-up specifically
in The Arts Building on Morris Place (Hackney Citizen, 2020). This 2D piece of work is an
unusual addition to Studio Myerscough’s three-dimensional portfolio. However, the use of box

16
shadows and diagonal shapes, Myerscough bends the perspective of the print to align it with her
typically 3D commissions.
Morag Myerscough is a pioneering force in the way designers can interpret information.
While she has developed a signature visual style and technique, her main focus is the approach.
Whenever Studio Myerscough is presented with a brief, Morag responds to them in ways that
most effectively present the information and unite the community or audience. This is what
results in wayfinding systems, typographic explorations, and immersive installations (Design
Council, 2011). Although all of her contemporary work is architectural and spacial, the end-goal
is what truly makes her work feel signature. It’s one thing to master a trade, but graphic
designers master messaging. This means that even as techniques come and go, the messages
remain timeliness. “Although all the typesetters went, the book-binders went, and the printers are
going, graphic designers have always managed to keep themselves in a very strong position”
(Walters, 2011). Art transcends the medium and the response from the audience can be
reproduced in any medium and in any era. Making the messages the forefront of the work means
she is not limited to one specific process, medium, or canvas—this philosophy is what keeps
Morag employed and held in high regards. Instead of disrupting or shocking communities with
vibrant installations and displays, her playful work feels like a much-needed integration into the
spaces to create artistic installations that are welcoming and emphasize togetherness and
optimism. Her common themes of unity, love, and belonging are what sets her apart as an awardwinning pioneer who can reach and engage any audience.
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